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PEEFATORY REMARKS 



In putting beforci the public this Catalogue of ^' old masters^" 
some explanation is due of the origin^ aim^ and character of the 
collection. 

During a long residence in Europe, chiefly in Italy, the 
writer was led to the study of art at large, the preliminary 
results of which, in the shape of abstract suggestions, were 
given to the public in " Art-Hints," in 1855. Its favorable 
reception was an additional encouragement for the continuance 
of a pursuit, which, while so full of enjoyment to him indivi- 
dually, seemed also to be not without interest to his fellow-citi- 
zens generally. The historical and critical researches required 
for the preparation of " Art-Studies," — a work chiefly refer- 
ring to the Italian schools of painting, with special reference to 
the aesthetic wants of America, — now in course of publication 
by Messrs. Derbj and Jackson, New York, led to the concep- 
tion of a gallery or museum of olden art for America, based 
upon a chronological and historical sequence of paintings, 
arranged according to their motives and technical progress. 
Without such a museum of reference, it was evident that a 
work on Italian art would possess but slight interest for our 
public ; while, if formed, each would illustrate and add to the 
value of the other. Accordingly, he determined to attempt it. 
Familiar with Italian life ; living in the midst of the art that 
was his daily study ; in constant intercourse with many of the 
best European connoisseurs ; assisted by sympathizing artistic 
friends, and particularly by a Greek artist, Sig. G. Mignaty, 
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whose knowledge of the history and technical processes^ com- 
bined with a keen perception and deep feeling in art, is yery 
remarkable ; after seyeral years of search in the highways 
and byways of Europe,*^ the writer succeeded in getting 
together the pictures described in this Catalogue, believing that 
ultimately they will be found worthy of forming the nucleus of 
a Free Gallery in one of our large cities, and thus be made to 
promote his aim, — the diffusion of artistic knowledge and 
aesthetic taste in America. 

It is unnecessary here, though it would not be devoid of 
entertainment, to give a sketch of the experiences acquired in 
the pursuit of old pictures in Italy. In some degree, this has 
been done in the introductory part of " Art-Studies,'* under 
the head of ** Authenticity." But in view of the very natural 
doubts and questionings which must arise in this country, where 
there exists no standard of comparison and but little critical 
knowledge of "old masters," there has been added to this 
Catalogue a series of documents, showing the estimation in 
which the collection is held by English, French, Italian, and 
American authorities. The weight of their joint opinions, to 
which others might be added, is, he trusts, sufficient to induce 
the public to give it their candid attention, without fear of being 
called upon to examine or enjoy works that are not genuiney and 
of the epoch and schools they profess to be. It should be kept 
in mind, that, for several years, they have stood the severest 
test possible ; to wit, the brunt of European connoisseurship 
in Florence, alongside of the most famou% galleries known, 
where it has been but a step from a '* masterpiece " to some 
characteristic specimen of the same master in this collection. 
At the same time, the public must not expect to find in it 
those masterpieces which give reputation to the great painters : 
they are either fixtures in the edifices for which they were 
painted, or have been long since absorbed into the chief public 
galleries, and can never be seen in America. All that he pro- 
posed to get together, was characteristic specimens of the schools 
and artists that illustrate Italian painting, in a series which 
should, at a glance, give a correct view of its progress from 
A.D« 1000 to 1600, — six centuries, embracing its rise, climax, 
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and decadence. In no collection are all pictures of tbe saine 
standajrd of excellence. So in this there will be found some that 
illustrate rather particular motives in axt^ with especial reference 
to its Christian inspiration^ than any special technical excel- 
lence; it being part of his aim to show the topics most in 
vogue during past centuries. Further^ the nomenclature is 
based upon the same system as that of the public galleries of 
Europe in general. But comparatively few pictures have un- 
doubted historical pedigrees. For the rest^ catalogues are the 
result of the best available criticism^ based chiefly upon internal 
proof, sustained, where it exists, by collateral documentary 
evidence or trustworthy tradition. The author has conscien- 
tiously and studiously followed this system, aided by European 
critidsm ; and the Catalogue, as it now appears, is the result of 
several years' patient and close inquiry. Wherever he has felt 
there might be a diversity of opinion aMiong critics, or he had 
any cause to distrust the evidence, it has been so indicated in 
the Catalogue ; which, as a whole, will be found to be as cor- 
rect as those of the galleries in Europe relied upon as authori- 
tative. No gallery is immaculate in this respect. The severest 
acumen and thorough investigation cannot always decide upon 
technical facts hundreds of years old. All that can be required, 
therefore, are honesty and diligence in inquiry. Too many 
instances, however, occur of desire to exaggerate the importance 
of works of art at the expense of truth. In the Louvre and 
National Galleries, there are a number of pictures misimmed, 
without, however, materially affecting their period of school. 
But, in the Royal Institution at Liverpool, we find a large 
number of wretched specimens of old painters exalted to a rank 
that in Italy would excite the ridicule of the most careless 
observer ; and in several instances, as Masaccio, Lippi, Cima- 
bue, named without the smallest pretence to the qualities of 
those masters : and this spurious baptism sanctioned by the 
official certificates of the Committee of the Manchester Art 
Exhibition. Such carelessness brings disrepute upon the old 
masters, and misleads students. 

The collection will be steadily increased and improved, as 
means and opportunities permit ; better exanyples of the artists. 
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when procured, substituted for others of a less degree of excel- 
lence ; and it depends but upon the public eventually, by their 
encouragement, to make of this a gaUery which shall do cre- 
dit to the rapidly growing artistic taste and ambition of 
America. We must have our own means of aesthetic education, 
independent, in some degree, of Europe. This collection is 
mainly important in showiog that it is possible even now, when 
means and knowledge are practically applied, to fill, in part, 
the chasm that separates us so widely, in artistic enjoyment and 
information, from the peoples of Europe. It is, however, but 
a beginning. 

More than forty of the pictures have beenengraved on cop- 
per by Yincenzo Stanghi, a pupil of Baphael Morghen, for 
^^Art-Studies," in order to give an idea, so far as composition 
and general character are concerned, of the progress of art during 
several centuries in Italy. Those, therefore, who cherish the 
** old masters," will have an opportunity, not only of studying 
the pictures themselves, but of taking away with them very 
carefully prepared outlines, with partial shadings, of many of 
the most interesting specimens. It should be borne in mind, 
that the larger number of these paintings were old before 
America was discovered ; and necessarily they bear the marks 
of time. The newness and freshness of a modem painting 
would be sadly out of keeping on an ancient picture. We 
must accept them as they are, doing our best to get paintings 
as intact and well preserved as possible ; and, when repairs or 
restorations are necessary, limiting them to what is required to 
preserve the picture ; keeping, so far as is possible, the original 
tone and manner, and in no case permitting, as is too often 
done, entire repaintingy which obliterates the old artist and 
substitutes the new. 

JAMES JACKSON JARVES. 
September, 1860. 



Memoranda. — The paintings are numbered cbiefly in chronolo* 
gical order. The numbers wanting on the walls belong to paintings 
not yet arrived from Europe. 

Abbbeyiations. — to., wood ; g.b>g., gold back-ground ; iem.9 
tempera; can,, canvas; enc., encaustic. Figures indicate the size 
in inches, in general including the frame. 

For a full account of the Italian schools and masters represented in 
this coUeotion, we refer the reader to " Art-Studies/' a work on Italian 
Painting, in the course of publication by Debbt & Jackson, New 
York. 
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1. Byzantine Triptich. Artist unknown. (Encanstic,g.b.g. 

19x9,) about A.D. 1200. 

Three compositions: right wing, the Transfiguration ; * left, 
Wanderings of the Israelites; middle part, Descent of 
Christ into Hades.* 

2. Byzantine. By the same hand. (Encamticy g. h.g. 7x9.) 

The Annunciation. 

5. Byzantine. By the same hand. . (Encaustic^ g, h,g. 7x9.) 

^ Representing the triumph of Christianity * over Paganism. Saints 
Dicaterina and Mercurios, whose names are given, are spearing the 
Koman Emperors, Julian the Apostate and Maxentius, from whose 
mouths issue flames. The Saviour, in the clouds above, is in the 
act of blessing the saints. 

4. Byzantine. Artist unknown. (Encaustic^ w. g. b,g. 6x7.) 

Style of the 11th and subsequent centuries of ordinary Byzan- 
tine painting. Represents the Birth of the Sayiour. 

6. Byzantine. Artist unknown. (Encaustic,w.g.b.g. 14x13.) 

Represents the degenerate period of Byzantine art of the 13th 
and 14th centuries. Madonna and Child. 

6. Byzantine. Artist unknown. (^Encaustic, w. g, b.g, 5x6.) 

Madonna and Child. Degeherate period of Byzantine art. 

7. Byzantine. Artist imknown. (Encaustic^ w. g. b.g. 9x6.) 

A favorable specimen of the style of the 12th and 13th centuries. 
St. George and the Dragon. — " The legend of St. Oe»rge 
came to us from the East $ where, under vanous forms, — as Apollo 
and the Python, as Bellerophon and the Chimera, as Perseus and 
the Sea-monster, —- we see perpetually recurring the mythic alle- 
gory by which was figured the conquest achieved by beneficent 
power over the tvranny of wickedness, and which reappears in 
Christian art in the legends of St. Michael and many samts. . • . 
The classical demi-god appears before us transformed into that 
doughty slayer of the dragon, and redresser of women's wrongs, — 
St. George.'* — Mrs. Jameson : Legendary Art, voL ii. p. 4. 
Engraved Art-Studies, plate C, fig. 11. 



• Engrayed and described. See '* Art-Studies,** ohap. iv., plate A, fig. 1. 



^ 
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8. Ge^co-Italian. Artist unknown. (Tempera^ w. g. b.g, 
72x28,) A.D. 1190 to 1216. 

An altar-piece. Two compositions, both mystical. The upper one 
represents toe old ind new dispensttioiiSy-^GamiflTUM Baptism by 
water, and JEWISH Sacbifice by Are ; the lower, CfiUlST and the 
Virgin in Glory, surrounded by the angelic hosts of heaven. The 
Mother is doing homage to tne Son, the conqueror of sin and 
death. Described and figured in Fumigalli's '' Museo di Pittura 
e Scultura delle Oallerie d'Europa," Firenze, 1845, vol. xiii. p. 156. 
Do. " Art-Studies," chap, iv., plate B, ^g. 4. 

9. Early Italian. Artist unknown. (^Tempera, w. g. b,g. 

13x40.) A style in vogue in the ninth and subsequent 

centuries, but not later than the thirteenth. 

Three compositions: The Critcifixion; Descent from the 
Cross ; Entombment. An exceedingly rare specimen of the pure 
Italian art of this early period, and remarkaUe for the peculiar shape 
of the crosses (Y). Interesting for the architecture of that epoch, 
and as affording an idea of the starting-point whence originated the 
progress of the Tuscan schools that culminated in die greatest paint- 
ers of Italy. 

10. Italian Triptych. Twelfth century. (Tern., it>. g. b.g. 

24x15.) 

Nineteen compositions : 1. The Annunciation ; 2. Birth of 
Christ ; 3. Adoration of the Magi ; 4. Presentation in the 
Temple ; 6. Baptism ; 6. Adoration by Angels ; 7. Last Sup- 
per ; 8. Agony in the Garden ; 9. Betrayal •, 10. Trial 
before Pilate; 11. Judgment; 12. Scourging; 13. Cruci- 
fixion ; 14. Descent from the Cross ; 15. Burial ; 16. Resur- 
rection; 17. St. John IN THE Wilderness; 18. Martyrdom; 
19. Herodias. Before the invention of printing or engraving, this 
sort of painting was a nictorial Bible, as it were, for purposes of 
family instruction and devotion. 

11. Early Italian. A.D. 1200. (Tern., w. g. b.g. 9x12.) 

A Triptych of the debased mixed Italian and Byzantine styles, 
containing four compositions : the Madonna, Bambino and two 
saints with angels above ; the Crucifixion, with the symbols of the 
eclipse ; the Archangel Michael trampHng upon the dragoa ; Two 

Saints. 

12! Giunta da Pisa. Painted from 1202 to 1255. {Tempera, 

canvas on wood, g. b.g. 22x35.) 

The Ceucifizion. Qiunta has the dramatic ener» of the Etrus- 
can race, and marks the period when Italian art be^an to free 
itself from Byzantine domination, and create for itself independent 
schools of progress. This picture was designed for the upper part 
of a Gothic doorway, in a church near Siena. Engraved, dee '< Art 
Studies," chap, iv., plate A, fig. 3. 

13. Margaritone of Arezzo. A.D. 1236-1313. (Tempera, 

g. b.g., canvas on wood. 35x56.) 

An aUar-piece» of seven compositions. The central, the Ma- 
donna on a tnrone, sustained by angels, suckling the infant Jesus : 
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911 either side, St* Peter and St, Leonard ; the Utter the patron samt 
of prisoners, slaves, and captives, — the Howard of his times. He 
died A.D. 546. Each wing contains three small pictures. 1st, Christ 
calling Pet^. 2d, Fate of Simon Magus, who, undertaking, in the 

Sresence of the Emperor of Rome, to fl^ by the aid of demons, ig 
ashed to pieces, in consequence of their being compelled, at the 
. invocation of St. Peter, to let go their hold. A popular legend 
in the Middle Ages, dd, Peter released by the angel from prison. 
4th, Christ giving the keys to Peter. 5th, The Healing of the 
• Cripple. 6th, Martyrdom of SS. Peter and Paul. Engraved. See 
« Art-Studies," chap. iv.» plate A, %, 2, 

14. CiMABUE (Gualtieri Giovanni) of Fi^oeencb, 1240-1302 

(Tempera, w. g. h.g. 22x64.) 

Madonna 4nd Chilp, SS. John the Baptist,* James, Peter, and 
Francis. 

15. Cavalwni (PietFo) of Bome. 125&-.1844, (Tempera, 

w, g. b.g. 48x40.) 

The Annunciation, — his favorite theme ; broadly treated, after 
the manner of fresco-painting. 

16. GxoTxp OF Vespignano near Florence. 1276-1336. 

(Tempera, w. g, b.g. 28x72.) 

A small altar-piece. The Entombment ; the Virgin and St. 
John, attended, by angels, placing the dead Christ in a sarcophagus. 
Instead of blue, the Madonna is clad in purple, in token of mourn- 
ing. Engraved. " Art-Studies," plate B, ^%. 5. 

17. By the same. ( Tempera, w, g, b.g. 12x24.) 

The Cbucifixion. St. John and the Madonna weeping at the 
foot of the cross ; the Almighty, in the clouds above, in the act of 
blessing. Beautifully treated ; drapery and figures admirably de- 
signed, with great force and feeling. 

18. School of Giotto. Probably, from its warmer tone of 

coloring, one of his scholars in the northern part of Italy. 

(Tempera, w. g. h*g> 62x65.) 

> 

A magnificent Tripttgh, uncommon from its size and condition, 
. wi*h the arms of the noble Vecchietti Family of Florence, now 
extinct. In the centre is the Madonna and Child : the former, in 
a rich Oriental garb ; the latter partially undraped, and playing with a 
goldfinch, which, among the mystics, signified immortality, but, by 
the naturalistic artists, was introduced merely as a pleasing acces- 
sory. The upper portion of the doors contains the Annunciation ; 
bota figures being remarkable for tender sentiment and graceful 
attitude. Beneath, on one panel, is the Crucifixion ; on thei)ther, 
a group of six saints, of botn sexes, -^ probably the patron saints of 
the male and female branches of the famUy of the VecchiettL 
Engraved* " Art^Studies," plate D, fig. 12. 



* Sofnived. See *' ArtrSfeodies," plata C, flg. It. 
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19. Capanna (Puccio), Flobence, died 13S4. (TemperOf 

^' g' ^'g' 24x64.) 

A small altar-piece. Descent from the Cross. 

20. By the same. (Tempera, w. g. b.g. 14x36.) 

The Tbimit?, with saints in adoration. A mystical, tabemade- 
picture, for adoration in domestic chapels. 

21. Duccio OP Siena. 1282-1339. (rm.,M;.&.g'.&. 21x21.) 

A Dipttch, containing the CBUCipnaoN, with numerous figures 
of Boman soldiers, angels, and disciples ; and the Madonna and 
Child, surrounded by adoring angels. See ** Art-Studies,'' chap, iv., 
plate C, fig. 9. 

22. School of Giotto. About 1350. (Tempera, w, g.h.g. 

36x60.) 

An altar-piece. The Maeueliage of St. Cathebine. 

23. School of Taddeo Gaddi. A.D. 1350. (Tem^, w. g.h.g. 

24x30.) 

A Tbiptyoh, containing nine compositions, with the portraits of 
the family of the donors kneeling at the feet of the .virgin. 

24. Gaddi (Taddeo), Flobence. 1300-1366. (Tempera, 

w, g.b.g, 12x14.) 

SS. Paul and Peteb, from heaven, giving the Bible and sword 

to St Dominic, who kneels to receive them. One of the saint's 

visions ; only some authorities say it was a staff, not a sword, that 

' was given. But Gaddi's sword is more in keeping with the founder 

of the Inquisition. Engraved. <* Art-Studies," plate C, fig. 8. 

25. By the same. (Tempera, w. g. b.g, 34x60.) 

SS. James and Julian, and the Abchangel Michael. The 
" heroic " Michael symbolizes the final triumph of the spiritual over 
the animal in human nature. He is the captain of the heavenly 
host, and conqueror of hell. Gabriel announces to the Virgin her 
immaculate conception ; Michael, her coming death. In this pic- 
ture, the spiritual expression is well rendered, and its tones are clear 
and bright. It has also been attributed to Starnina of Florence, 
one of the Giotteschi, who flourished a little later than GaddL 

26. GiACOMO Bi Casentino. Died 1380. (Tempera, w. 

g.b.g. 14x28.) 

The legend of St GiovAimi Gualbebto, founder of the monas- 
tery of Vallambrosa, in the eleventh century. Gualberto, although 
piously educated, was a dissipated noble ; and having met, on Good 
* Friday, the murderer of his brother, was about to kill him, when he 
relented, and forgave him, on his spreading his arms in the form of 
the cross, and reminding him, with piteous pleadings, of the sacred 
character of the day. They then both went to the Church of St. 
Miniato, where, upon their appearance together on amicable terms, 
the crucifix miraculously bowed its head towards them, in token of 
its approval. This is the moment the artist has chosen. 
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87, Orgagxa (Andrea), Florence, 1829-1876. (Tempera^ 

w.g.b.g. 26ij:40.) 

SS. Augustine and Lucia. Two Eyangeliqts in the rondels 
above. St. Au^istine* carries the crosier and the book, denoting his 
office and position as one of the Latin Fathers. She bears the palm« 
the symbol of martyrdom. The lamp in her hand signifies aivine 
light. From the Convent of San Salvi. Engraved. ''Art-Studies," 
p. D, fig. 15. 

28. By the same. 

SS. DoHiNic and Agnes, with two Evangelists. Companion- 
picture. 

29. School of Taddeo Gaddi. 1850. (Tern., w. 12x14.) 

Christ's Agony in the Garden. 

SO. Gaddi (Agnolo), Florence. 1324-1390. (Tm.,t£;. 11x12.) 
St. Francis receiving the stigmata. 

81. Spinello Aretino (maimer of). 1308-1400. (Tempera, 

^'g'^-g' 15x26.) 

The Crucifixion. Above is the pelican, — the emblem of re- 
demption through Christ. Groups of disciples and Roman soldiery 
are curiously intermingled with saints and personages of other 
times, with books in their hands ; St. Anthony, with his ubiquitous 
nig, beine present. The figures, though long, are graceful, and the 
heads fuU of expression ; the pallor of deathly grief oeing admirably 
rendered in the fainting women. 

82. School of Spinello Aretino. (Tempera, w. 12x24.) 

Vision of Constantine, and the Fall of the Rebel Angels. 

88. Lorenzo di Bici, Florence. 1850-1427. (Tempera, 

w. 12x30.) 

The miracle of SS. Cosmo and Damian, patron-saints of the 
Medici Famil^r and of physicians. These charitable brothers were 
wont to administer medical or surgical aid to all who applied, with- 
out recompense, or respect of person. The legend reads, that a 
man in Rome, afflicted with an incurable cancer in his leg, called 
upon them for aid. They came to him while he slept, cut off his 
diseased limb, replaced it by that of a Moor who had just died 
and had been buried near by, and, anointing the new leg with 
celestial ointment-, it became like the other. In the morning, 
the cripple, finding himself sound and well, recollected the vision ; 
and, calling in his neighbors, they went together to the sepulchre 
of the Moor, and found that the cancerous leg had indeed been 
exchanged for a sound one. On the right is another miracle, in 
which they appear, accompanied by angels, saving a man who is 
upon the point of falling from his horse. This painting is probably 
an ex-voto offering to th^se saints for some supposed intervention 
on their part. 

84&35. Orgagna (Andrea), Florence. 1329-1389. (Tern., 

^* g' ^'g* 15x37.) 

St. John the Baptist and St. Peter. Grand and stately 
figures, of high finish and perfect preservation. Specimens of tM 
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art of th^ fliottescUy of equal eondition and character! are exceed- 
ingly rare in any collection. Engraved, ♦* Art-Studies," plate D, 
figs. 13 and 14. 

56, SiMONB Martini (Memmi), Siena, 1384-1344. (Tem- 
pera, w. g, b.g. 13x58.) 

The wing of an altar-piece, with a gradine containing the Annun- 
ciation. The main portion represents the story of the Birth of 
THE Sayioub, — the appearance of the angels to the shepherds, the 
journey of the Magi, and the offerings at the manger. A &ie spe- 
cimen of tbii dii^iiif ui^hed mast^, the drawing of the upper portion 
of which is preserved among the designs of the old masters in the 
Florentine Uallery. Jjigraved, " .Ajt-Studies," plate E, fig. 17, 

8Y, School OF Siena. Dated 1370. (Tem.,w.g.b.g, 72x80.) 

A iponumental altar-piece, from the suppressed Convent of San 
Martini alle Selve, at Signa, near Florence. The Madonna and 
Child enthroned, with angels playing on musical instruments. 
SB, Alhertus« Peter, Paul, and Authony. Above, the Redeemer 
and the Annunciation. Broadly painted, after the manner of fresco. 
Dignified and impressive. Engraved. " Art-Studies," plate F, ^. 18- 

98r GiOTTiNO (Tommfiso di Stefano), Florisnce. 1324-1368. 

(Tempera, w.g.b.g. 18x38.) 

A tabernacle picture. In the lower part, the Madonna- and 
Child, surrounded by SS. John the Baptist, Nicholas di Babbi, 
DoBOTHEA, crowned with roses, and B.e?abata, the virgin-martyr, 
beheaded under Decius when but twelve years old. She is crowned, 
and carries the palm with a cross upon a standard. From A.D. 680 
to 1298, she was the patrou-saint of Florence ; and the Duomo was 
first dedicated to her. She rarely appears, except in early Floren- 
tine paintings. In the arch above is the Crucifixiony with its usuai 
simplicity of treatment as a purely devotional composition, 

89, By the same. 1292-1324. (Tempera, w. g. b.g. 12x24.) 

The Bii^TH and Resubbection of Chbist, in one composition. 
Origin and triumph of Christianity. A fine and characteristic spe- 
cimen of Giottesque landscape. From the Kinucini Gallery. En- 
gravedii " Ar^-Studies," plate C, fig. 7. 

40. 8i£N£8E School. About 1350, A paintiHg of similar 

technical eharacter, in the Gallery of Siena, is attributed 

ta Ambbogio Laubati, (Tempera, w. g. b.g, 26x40.) 

An altar-piece* The Assumption of the Vibgin, or the union 
of the soul urith Uie body. At the command of Christ, it has risen 
out of the sepulchre, and seated within the mystic nimbus, sur- 
rounded by an angelic host, ia borne heavenward, amid hosannas, 
and songs of praise. This is one of the most poetical of the reli- 
gious compositions, and rich in meaning. The Virgin is clad in 
white, to signify her victory over earth and its sorrows, and her ele- 
vation as tne Queen of Heaven. Christ is seen above, with the 
divine crown which he has prepared for his mother, who is now to 
be united to him in eternal felicity and power. The coloring and 
ornaments, as, indeed, the treatment of the entire composition, 
have a spiritual aignificance, and admirably harmonize with the 
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. mystical motiTe of the artist. The rapt, ecstatio l6ok of the Virgfai 
is wholly of heaven ; while her attitude expresses the intense fulness 
of her faith and devotion. In 1818, this painting was removed from 
an altar in the Oratorio dal Pedere Gazzaja, by permission of the 
Bishop of AreaS2o, to the private chat)^l of the nohle family in Bient 
who owned it, -^ a record of which is iascribed on its back. £n* 
graved. ** Art-Studies, plate B, fig. Qi 

41. F»A AngelicO (Giovanni of Fiesole, the "Beafco"). 

1387-1457. (^Tempera, w.g.b.g. 24x54.) 

The right wing of aii altar*pi«ce, from the suppvessed Ckmvent of 
the Salvi, at Florence : containing St. Zenobio^ the patron-saint 
of the citjr; St. Francis, of Assisi j and* St. Anthont, of Padua. 
St. Francis bears thp marks of the miraculous stigmata ; and the 
flaming heart in the hands of St Anthony signifies fervent piety 
and love. St. 2enobio wears his bishop's rot^s. Although, as a 
composition, this does not give those equalities for which Fra Ange^ 
lico IS most remarkable, yet its execution, and the ecstatic ^itprM* 
sion of the saints, are strongly characteristic of the mosk'-artist. 

42. By the same. (Tempera^ w. 10x15.) 

St. Chsistopher carrying the infant Christ across the river. 
This saint represents the principle of aid in difficulty, arising from 
a trust in Divine Providence ; and is one of those Catholic apotheoses 
of the moral sentiments, colored by the traditions and superstitions 
of believing ages ; just as St. George is the redresser of wfdngs, the 
model of knighthood, the Christian Hercules. 

48. Sano di Pietro, Siena. 1420-1462. {Tern., w. 12x60.) 

The Grading of an altar-piece, containing the story of the Kings 
OF the East. Engraved and described. See "Art-Studies,'' 
chap, viii., plate G, fig. 21. 

44. By the same. (Tempera, w* 52xS2.) 

An altar-piece, contaiidBg the doRoi^ATiON op thA Virgin,^ 
the favorite subject of Sano, who is considered at the tn Angelico of 
the Sienese school. Like the Assumption, thi» is one of ulb most 
beautiful and mystical compiosi^iis of religious art It symbolizea 
the Church triumphant. The immaculate wcmiany in the purified 
tabernacle of her earthlv body, dad in robes of celestial triumphv 
amid the melodies of the neavenly hosts, worshipped by a Crdtird bfthe^ 
redeemed, martyrs wearing their palflis- and croiwas, virgins bear- 
ing their tokens of perfect chastity of sonl and body, th^ pure lUy, 
the great Fathers of the Clmreh with their booka, popes, bishops, 
monks, and men of all degrees, devou% bows beforo her Bon and God 
to receive the everlasting crown of bet sailvastion^ and recognition by 
the hierarchy of heaven as their divine mother and queen. Both 
speeimefts are in the best style of the fiuistdr« Engraved.- ** Art- 
Studies," chap, viii., plate G, fig. 220. 

45. Giovanni DI Paolo, Siena. 142S-1462. (Tem.,w. 8xlZJ) 

The subject seems to bo St. Catherine, of Siena, pleading 
before Pope Gregory XL the cause of the t'toreiltifves. Atfi exee^* 
lent specimen of this interesthig itiaster^ remarkable for his Paul 
Veronese tones of eobr and light and for ^e effeotiva ehaiacter of 
theheadfl. Et^fTttved. «*Art-9ttfdieB/'l^l*toP^% 1^0 
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46. SiEKESE School. About 1440. (Tempera, to. 12x18.) 

St. Anthony tormented by demons. A popular legend of the 
Middle Ages. 

47. Sassetta, Siena. Lived 1450. (Tempera, w. 12x15.) 

St. Anthony tempted hj the Devil in the shape of a woman. 
See <' Art-Studies/' cnap. TiiL 

48. School op Siena. About 1480. (Tempera, w. 13x18.) 

The ExoBCisiNa of Evil Spibits by the anchorites of the 
desert The neophytes, purged of their inborn eyils, in the shape 
of demons, are clothed anew in sanctified garments brought by 
angels, and join the ranks of the hermits. 

49. School of Siena. 1450. (Tempera, w. 6x12.) 

San Bernardino, the patron-saint of Siena, upheld by angels. 

60. Giovanni di Paolo (attributed), Siena. 1428-1462. 

(Tempera, w, 8x16.) 

A Martyrdom of a Bishop by a Roman Emperor. The simpli- 
city of composition of this class of pictures at this epoch, the 
story being told by a few prominent facts, is in striking contrast 
with the academical and anatomical displays, and canvases crowded 
with details and accessories, having no reference to the motive of 
the picture, but introduced to exhibit the sleight-of-hand of the 
artist, which came into vogue a century later, when naturalism had 
fatally overpowered idealism and religious sentiment. 

61. School of Umbria. Unknown. About 1425. (Tem- 

pera, w. 12x28.) , 

The Death of the Virgin. Christ and the disciples surround 
the death-bed. Some are reading from the Scriptures, while he has 
just received into his arms, unseen by them, the soul of his mother, in 
the form of a new-bom babe. A beautiful conception of the early 
masters. This picture has been attributed to Buffalmano ; but the 
richness of coloring, heavy, full folds of the drapery, and the entire 
sentiment, point to the antecedents of Perugino, in the romantic 
locality of Umbria. 

62/ School of Umbria. About 1490. (Tempera, w. 8x14.) 

An ascetic painting, representing St. Jerome in the wilderness, 
and St. Francis receiving the stigmata. He is attended by his 
friend, the friar Leo, who is said to have been a witness of the ap- 
pearance in the heavens of a seraph with six wings, between wMch 
was the form of a man crucified, whence darted streams of light 
that stamped his person with the wounds of Christ, — a miracle 
which took place after forty days' fasting in a cell on Mount Alvema, 
which is represented in this picture. Above, a miniature annuncia- 
tion ; and, below, a Pii6ta. On the back are the arms of the Medici 
Family. 

68. Neri DI Bicci, Florence. 1419-1486. (Tem.,w. 10x10.) 

The legend of S. NiccoLO di Barl The saint is throwing into 
the window of the house of a poor nobleman three purses of gold, 
wldch enable him to dower and marry his three daughters, and rescue 
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Chem from a Ufa of infamy. On account of the archaic character of 
this little painting, several critics attribute it to Cimabue, to whose 
figures these bear considerable resemblance in design. 

54. Andrea del Castagno, Flobekce. 1403-1477. (w. 

20x33.) 

St. Jeeome doing penance. The lion typifies solitude, and 
denotes his kindness to all animals. 

55. Dbllo Belli, Florence. 1372-1421. (Tern., «?. 26x72.) 

A Cassone, or front of a bridal-chest, used to contain the ward- 
robes of rich and noble brides. The spectacle is a joust in the 
piazza S. Croce, of Florence ; and is highly interesting, as being a 

I picturesque and correct view of the arcnitecture, costumes, magis- 

trates, nobility, and citizens of that city in 1400. The combatants 
* are distinguished by their banners, devices, and arms. All the 

windows overlooking the scene are decorated with rich hangings ;- 
and the judges and notary, in their official robes, sit in the central 

I ones, those on either side being, filled with the beauties of the day. 

The coloring is brilliant, action animated and naturaL The entire 
compositi(m contains one hundred and fortv-six figures ; of which 
the Doys, in their quaint costumes, full of juvenile mischief and 
curiosity, are not the least interesting. '* Art-Studies," chap. ix. 

66. By the same. (Tempera, w. 8x13.) 

St. Martin dividing his cloak with the beggar ; representing a 
well-known legend of charity of the Catholic Church. 

67. Paolo Ucello, Florence. 1389-1492. (Tern., w. 16x60.) 

Stories from the ^neid. On the right, hunting-scenes, an 
agricultural country, forests, and distant sea-views, with shipping ; 
in the upper part of the centre, the fall of Troy, and death of 
Hector ; below, a marriage ; on the left, the builmng of Carthage, 
with a curious display of building machines, &c. Farther on, uie 
Tiber, Rome and its principal buildings, and a scene from Virgil. 
Seventy figures. "Art-Studies," chap. ix. 

68* By the same. (^Xempera, w* 16x60.) 

Companion-picture, representing the Voyages op .^Sneas. Cu- 
rious for its impersonifications of the gods, winds, &c. ; its storms of 
hail, thunder, and lightning, excited by Juno and Vulcan, and 
appeased by Neptune ; variety of vessels and galleys of that epoch, 
tneir pecuhar management and rie, — the arms of the family who 
ordered the picture being painted on the sides of the ships ; the 
comical displays of terror and energy of the sailors in the confusion 
of shipwreck ; and, finally, their safe arrival into a fair haven and 
smiling country, where ^neas and Achates are welcomed by Venus. 

69. Gentile da Fabrlano (attributed to ; his early manner). 

; 1370-1450. (w. 19x60.) 

I Cassone, representing the " Triumph of Love." Forty-seven 

i figures. From the gallery of the Prince Conti. The followmg is a 

I translation from the Italian of a minute account of this interesting 

painting, ingeniously explaining the allegory : — 
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**It appears certain, that this lovely little piotare should be attrUmted to 
Gentile da Fabriano; nor can it be better designated than by calling it tha 
' Triumph of Love/ as expressed by Virgil in his tenth Eclogue, — 

* Omnia Tincit Amor, et nos oedunus Amori.* 

It may, in fact, be considered as divided into twd parts, separated by a door- 
way leading from one into the other. In the left portion, facing the spectator, 
is seen a pavilion, under which three graceful figures are seated; and, on the 
steps of tne pedestal, another equally graceful figure is kneeling, in the act 
of supplication. This one, and the middle one of the other three, have 
arrows in their breasts, which have been shot by a little Cupid hovering in 
the air. The supplicant is a youth in love with the damsel, eaually ena- 
moured with him, whom he demands from her parents. The satisned expres- 
sion and raised hand of one of them, as if to bless the union, testify that the 
desire of the lovers has been accorded. At the foot of the pavilion is a wood ; 
and there, in an open space before the trees, the two spouses, preceded by a 
little white dog leaping with joy, — the assured symbol of unbroken fidehty, 
— • commence a dance, in which the guests assembled at the marriage-feast 
join. 

" Seated on the branches of a tree are two musicians, playing on the da- 
. nonet, zealouslj^ regulating the lively carols. All these neures are clad in 
tunics, over which are the long robes worn in the thirteentn century, which 
give majesty and decorum to me figures and to the entire scene. By this 
wood, through the aforesaid doorway, the kingdom of Love is entered. The 
spouses are introduced into it bv two priests of the Deity; one of whom 
is surrounded by rays, and is pernaps more remarkable for beauty of mind 
than of body. Reposing in the air, between the summit of two mountains, 
—the dark representing sensuality ; and the lighter color, chastity, — on a 
throne formed by two lions, on which he places his feet, seated on two black 
doves, is seen Love, with golden wings, a sceptre in his right hand, and a bow 
in his left. At the foot of the first mountain is Apollo chasing Daphne, who 
is in the act of bein^ changed into a laurel; and on one side of the declivity 
of the same mountain are Venus and Mars, caught in Vulcan^s net. Where 
the two mountains are united^ in the plain by their respective bases rises, in 
the foreground, a beautiful fountain, throwing up its limpid waters to the 
throne of Love, and again falling in minute rain into an elegant basin, towards 
which Dante, Petrarch, and Boccaccio — who have sung so much and so well, 
in various ways, of this most captivating of human passions — are hastening 
on the left to quench tiieir thirst. Dippmg his right hand in the basin, and 
with the other shading himself from the rays of light, stands another figure, 
probably a painter, who. through the prism of the playful rain, is observing 
the marvellous efiects or the same lignt divided into its seven colors. 

^ On the further side, other personages, of great distinction, are seen 
approaching the fountain, two of whom are crowned as sovereigns ; and one, 
who is armed from head to foot, may possibly be Charlemagne, who, it is well 
known, often*- yielded to the shafts of Love; the other, a queen, — probablv 
Semiramis, *■ who legalized impurity in her kingdom,* ~- as thou|;h ashamed. 
turns her back on the spectators. These are followed by a warrior, also claa 
in iron, and crowned with laurel, leaning both his hands on the pommel of 
his sword, the point of which rests 6u the ground, as though to sij^nify that 
he seeks repose from warlike fatigues in amorous delights. Behind them 
are crowded together other figures, to denote that they are all persons who are 
equally obedient to the dictates of Love, in one form or another. 

*' Lastly, in the background of the right-hand scene, appear the two 
spouses, escorted by the same priests, pierced both of them by tne same arrow, 
to demonstrate that they obey one soul-affection of mutual fidelity. The 
bride is then matched over the mountain reserved for the chaste, as has been 
already stated, and conducted towards Love, in a chariot drawn by two 
stags with branching antlei's, the symbol of eternity; and guided by the priest, 
in whom is observable the beauty of the soul, or of virtue, manifested by gol- 
den rays of light, and who is appointed to conduct true lovers to the happy 
kingdom of eternal Love. The forsaken husband, with uplifted arms, in vain 
attempts to follow her over the rugged pathway; and is therefore fain to turn 
his looks towards the chariot whicn bears awaj with it all his happiness, as 
though waiting for the moment to be re-united to her in a better world. This 
•ymbolizea the body, which, in the aepolchre, awaits the sound of the aogelio 
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trampet to gunmon it to be re-nnited to the eotil, which, transported to 
heaven, has abandoned it for a season on the earth. 

**In this manner, the ancient masters of painting were aconstomed to 
clothe their works in beautiful and moral conceits." * 

60. Gentile da Fabriano (signed). 1S70-1450. (w., oil, 

84x45.) 

Madonna and Child in a Gothic niche, around which are en- 
twined roses and pomegranates. Gentile is the father of Venetian 
coloring, and this picture fully justifies his claim to the title. 

61. Style of Piero dblla Francesca, S. Sepolcro. 1898- 

' 1484. (Tempera, w. 26x70.) 

Casone, representing the visit of the Queen of Sheba to Solo- 
mon. Contams one hundred figures, and is exceedingly rich and 
varied in architecture and costumes, and its interblending of Ori- 
ental features with those of the day. 

62. Gozzoli (Benozzo), Florence. 1424-1485. (^Tempera, 

to. 42x42.) 

The Annunciation. The Virgin is seated outside of a Florentine 
loggia, at the further end of whicn, through a door, is seen her bed- 
room. Her statelv chair is covered with a.golden doth. Gabriel * 
appears, with golden slippers, and wings of great splendor. He 
is without the usual lily, and devoutly and reverentially folds his arms 
upon his breast, as he humbly bends before Mary to tell her of the 
glad tidings that are to come through her to earth. She listens to 
him with wonder and awe. The influence of Fra Angelico is seen 
in the spiritual faces of both ; but the treatment of the drapery, and 
modelling in general, show a decided superiority to Gozzoli's mas- 
ter. A very fine specimen of a rare and valued master. 

68. Masolino da Panicale. About 1400-1440. (Tempera, 
w. 28x55.) 

A tabernacle-picture, with the arms of the family who ordered it, 
representing the Madonna in adoration of the infant Jesus, in a 
varied landscape, in which appear SS. Jerome, John the Baptist, 
Francis, and Tobit and -the Angel ; the Almighty above, with his 
hands through a cloud, blessing the scene. 

64. Masaccio (Maso da San Gioyanni di Yaldamo). 1402- 

1448. (Tempera, w. 13x18.) 

Birth of St. John the Baptist. One of the small pictures 
belonging to an altar-piece painted for the Carmine Church, at Pisa 
(Vasari, "Vita di Masaccio," vol. iii. p. 157). AltJiough injured, 
it displays much beauty of composition, broad and masterly treat- 
ment of details, grace and dignity of movement, with great truthful- 
ness. Engraved. ** Art-Studies," plate H, ^. 22. 

66. LiPPi (Fra Filippo), Florence. 1412 ?-1469. (Tempera, 
w. 24x30.) 

St. Jebohe doing penance in the wilderness (Vasari, " Vita di 
Lippi," vol. iv., p. 126). Formerly in the guarda-roba of the Duke 



•Engraved. " Art-Studies,** plate L, fig. 87. 
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Cotmcx in fine condition. The companion-picture to the St. 
Augustine of the Uffizi. Engraved. '* Ajrt-Studies," pi. H, %. 23. 

66. Fra Diamante^ Florence. 1450. (Tern., w. 36x58.) 

A tabernacle-painting, with family arms, &e. The Madonna in 
Adobation. St Catherine and angels ; background of flowers. 

67. BossELLi (Cosimo)^ Florence. 1416-1496. (Tempera, 

w. 28x60.) 

The Madonna in Glory, sustained by angels, with the lil^ in 
one hand, and the infant Jesus in the other. A mystical paintmg. 
Engraved. " Art-Studies," plate J, fig. 29. 

68. Piero di Cosimo, Florence. 1439-1606. (Tern., w. 88x58.) 

The story of Actjeon changed to a stag by Diana, and devoured by 
his own dogs. It gives three points of time : 1st, His discovery of 
the change by the reflection of his head in the water. 2d, His 
horror and affright. 3d, Pursued and overtaken by the hounds, 
urged on by the nymfihs of the goddess, clad as huntsmen. A 
picture interesting for its landscape and animals. 

69. By the same. (Tempera, oil, 10x14.) 

The three Archangels, — Michael, Gabriel, and Raphael 
the guardian, with Tobit ; the donor kneeling in tiie c(»mer. 

70. Squarcione (Franceso), Padua. 1396-1474. (w. 22x30.) 

Birth of the Saviour. Above is seen the Almighty; a 

grand figure, swooping down from heaven, amid a cloud of celestial 
eings. An angel is flying towards the shepherds. Joseph and 
Mary are bending in admiration over the miraculous babe. Deep 
and rich in color ; finely executed, especially in the small figures ; 
and with a very solemn gradation of light, from the zenith to the 
faint glow of reflected twilight in the far distance. Some critics 
ascribe tins picture to Andrea Mantegna, when a pupil of Squarcione. 

71. Unknown. About 1470. (Tempera, w. 20x32.) 

A tabernacle. St. Veronica, with the miraculous likeness of 
Christ impressed upon her hand]$:erchief. Appears to be of the 
early German school. Above, a Fi6ta, by another and inferior 
hand, evidently Italian. 

72. Botticelli (Sandro), Florence. 1437-1515. (Tempe- 

ra, w. 28x43.) 

Madonna and Child. Landscape background. Jesus holds 
the pomegranate, with the seeds displayed, — the emblem of hope. 
The ^rgin is the same tender, sad, sweet face that we see in his 
Venus in the Uffizi. Engraved. *' Art-Studies,'' plate J, fig. 30. 

78. LiPPi (FiUipino), Florence. 1460-1505. (Tem., «?. 24x54.) 

St. Sebastian. Background, a view of a part of Florence and 
the neighboring hills. The picture is dated 1479, — Lippi then 
being but nineteen years old, — and is inscribed with the names of 
those who ordered it. Engraved. ^ Art-Studies," plate H, fig. 24. 

74. By the same. (Tempera, w. 13x15.) 

The Dead Christ. A devotional picture for a private altar, 
which has suffered from the smoke of lamps kept constantly burning 
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before it, and the Idsses. of deTOtees. The face *^ is sweet and tender, 
and is the type of that of his best Madonnas. 

76. FoLLAJuoLO (Antonio), Flokencb. 14S8-1498. (Tern- 

peruy w. 38x45.) 

Hekctiles eillinq Nessus fpT attempting the honor of Deianira,. 
the betrothed of Hercules, who had hired we centaur to carry h» 
across the river Evander. Landscape, Val d'Amo, with the cities 
of Florence and Frato in the far distance. A fine picture of a very 
rare master. When obtained, the beautiful half-nude figure of 
Deianira was entirely covered up ; supposed to have been done, in 
the time of Savonarola, from his objection to the display, in art, of 
female charms. Engraved. "Art-Studies," plate I, ^» 26. 

76. FoLLAJXJOLO (Piero), (attributed) Fi^pkence. 1443-1496. 

(Tempera, w. 20x48.) 

A lunette. The Anxungiation, wi& carefully designed archi- 
tectural perspective and chiaroscuro figures, done with great freedom 
and precision. There is considerable to recall Giorgio di Francesco 
di Martini of Siena in this painting. 

77. Vebrocchio (Andrea), maimer of, Florekce. 1432-1488* 

(w. 30x45.j 

The Baptism of Christ, in the "hard, crude" design Vasari 
ascribes to this master. This picture is varied considerably from 
his well-known masterpiece in the Florentine Academy, and, whether 
by him or one of his pupils, would seem to be of earlier date. 

78. Matted da Siena. LiTed 1465. (Oil, w. 20x34.) 

Madonna and Child with angels ; the rosary indicating that 
it was done for the Dominicans. It has the firmness, and precision 
of design, of Mantegna, — brilliant coloring, and much character in 
the heads. 

79. FiNTURiccHio (Siena), 1454-1513. (Tempera, w. 22x22.) 

A decorated waiter, on which bridal or natal gifts were sent. It 
was painted for the Ficcolomini Family, whose arms are on the 
front and back. The subject is an allegory representing the << Tri- 
umph of Chastity,*' taken from Petrarch. 

80. SiGNORELLi (Luca), CoRTONA. 1441-1524. (Tempera, w. 

20x24.) 

The Adoration of the Magi. A grand composition of twenty- 
three fiigures, which, although so small, have the breadth, largeness, 
and freedom of fresco. Formerly in the possession of the Arch- 
bishop of Cortona. A more perfect specimen in quality and condi- 
tion of an early master, ^ — this picture never having been varnished, 
or subjected to cleaning or restoration, — it would be difficult to 
match. It displays those grand aualties which made his works the 
especial study and delight of Michael Angelo. See '' Art-Studies," 
*" chap. ix. plate I, fig. 27. 



*£Dgi»imd. "< Art-StndiBs,'' plate H, figv S6. 
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81. Mantegna (Andrea), Padua. 1480-1506. (Tempera, w. 
18x24.) 

^ The Crucifixion. Figure of St John, particularly noble, and 
with an intense expression of mingled devotion and grief. 

83. Cbedi (Lorenzo di), Flqbence. 1455-1531. (w. 12x16.) 

The Annuncution ; dated 1508. In his most finished manner. 
Gabriel floats into the room on two little clouds. Engraved. 
" Art-Studies," plate L, fig. 36. 

83. By the same. (w. 11x13.) 

The Cbucifixion. Background, a beautiful landscape, filled 
with the solemn quietude of this master, with the story of the 
sepulchre; companion-picture to the above. Both were from a 
private chapel m the Borghese Palace, Florence. 

84. By the same. (Tempera, can. 30x55.) 

The Cbeation of Adam and Eye. Quaint and curious. The 
latter composition, a repetition, is to be seen, in chiaroscuro, at tiie 
bottom of nis " Annunciation," in the Uffizi. 

85. Lorenzo di Credi. (Attributed) 1459-1537. (Tempera, 

w. 60x67.) 

An altar-piece, injured by an inundation of the Amo. Madonna 
AND Child, enthroned ; St, Sebastian, draped ; and St. James, 

OF COMPOSTELLA. 

B6. Ghiblandajo (Domenico), Floeencb. 1449-1498. (Tem- 

pera, w. 14x24.) 

Ex^oto picture. Madonna and Child caressing St. John. 
Portrait of the donor on left hand ; half-figure. Above, the Almighty 
blessing his Son. Background, a landscape, with his usual intro- 
duction of water. Engraved. " Art-Studies," plate J, fig. 31. 

87. By tlie same.. (Fresco on tile, 21x24.) 

Portrait of a lady of the ToENABONi Family. Often introduced 
into his large frescoes, and reputed to have been his ** ladye-love." 

88. CoTiGNOLA (Girolamo), Bologna, (w. 36x48.) 1475- 

1550. 

St. Sebastian, crowned by angels. Cotignola was a scholar of 
Francesco Francia, and afterwards studied Kaphael's manner. His 
style partakes of both of those masters. He is very rare and re- 
markable, as in this painting, for the wonderful sweetness of his 
heads, in which he is rarely excelled. The angels are full of grace, 
and remind one forcibly of the early manner of Raphael. 

89. Fra Baetolomeo, Florence. 1469-1517. (Oil, w. 

80x100.) , ' 

An altar-piece. A Piet^ The dead Christ in the lap of the 
Virgin ; the feet sustained by Mary Magdalen, the head by St 
Dominic, whose features seem to be a hkeness of Fra An^lico. 
The background, a broad and varied landscape; showing, in its 
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horizon^ changes of thought in the artist, with several scenes in the 
life of Christ subsequent to his crucifixion. See "Art-Studies/' 
chap. xL 

90. Albertinelli (Mariotto), Florence. 1470-1512. {Oil, 
«?. 28x60.) 

An Anoel ; quite Venetian in color., 

9L By the same. (Oil, w. 28x83.) 

ViBOiN IN THE EoG. The mystic doctrine of the predestination 
of Mary ; a recondite dogma, dating from the beginning of the six- 
teenth century. " The promise of the redemption of the human 
race, as it existed in the Sovereign Mind before the beginning of 
things." —Mrs. Jameson : Legends of the Madonna, p. 55, 

92. Raibolini (Francesco Francia), Bologna. 1450-1617. 

{Oily w. 27x32.) 

Portrait of the Wife of Paolo (?) Vitelli, one of the tyrants 
or lords of Citta di Castello, in Umbria. The Vitelli Family exer- 
cised cruel authority over that city; but were finally insnared and 
murdered by Csesar Borgia in 1502, and their possessions added 
to the Pontifical territory. See Machiavelli's " Relation of the 
Murder of Vitellozzo, Vitelli, Oliverotto," and other Roman lords, 
by the Duke Valentino. 

The princess is in a rich costume, with an elegant head-dress ; 
and is caressing a rabbit which she holds in her hands. The back- 
ground is one of Francia's beautiful and characteristic landscapes, 
of great aerial transparency and clearness of tints, and is evidently 
a study of the scenery in the neighborhood of Citta di Castello. 
This valuable portrait of an artist rarer even than Raphael, whose 
early manner he so much resembles, with, however, warmer and 
richer tone of color, especially in the carnation of the flesh-tivits, 
was obtained in 1859 from the Family Giovagnoli, to whom it came 
by inheritance from the Vitelli, now extinct. The high forehead 
and slightly defined eyebrows were the fashion among the ladies 
of this epoch, obtained by carefully removing the hairs from 
those parts of the head. Some of Raphael's Madonnas, especially 
the Cardellino, Gran Duca, and those of that time, possess the same 
characteristics, derived, no doubt, from his models, before his taste 
was wholly regulated by sesthetic rules. Engraved. " Art-Studies," 
plate M, fig. 38. 

98. Leonardo da Vinci, Florence. 1462-1519. {Oil, w. 

22x27.) 

Madonna and Child. Distant landscape seen through open 
spaces in the architectural background of the principal figures. En- 
graved. *' Art-Studies," chap, xiii., plate N, figs. 40, 41. 

94. PiETRo Vannucci (Perugino), Citta della Pieve. 1446- 

1524. {pilyw. 21x27.) 

The Baptism of Christ. Above is the Eternal, in a circle of 
cherubim and seraphim ; an angel on either side : below, John and 
Christ standing in a stream ; Mary Magdalen on one side, and an 
angel on the other, kneeling ; the landscape of a similcur character to 
tiiat of his great picture of uie Entombment, in the PittL Engraved. 
** Art-StucUes," plate K, fig. 32. 
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95. Rapfaello Santi, or Raphael Sanzio, Urbino. 148S- 

1520. (w. 22x35.) 

The Madonna, St. John, and Joseph of Aediathea, support- 
ing the Dead Christ, in a solemn, simple landscape, with a oistant 
view of the hill of Calvary. The origmal design is b;^ Perusino, 
and exists, in a fresco transferred to canvas, in the Albizzi Palace, 
Florence. Good judges have attributed this picture to Raphael, as 
being one of those he copied or imitated from Perugino when a 
mere boy in his studio. It bears the marks of the hardness and 
timidity of youth, with the pure ideal and religious sentiment that 
characterizes the earliest efforts of Raphael, when wholly under the 
influence of Umbrian feelings. The types of the heads are tho- 
rougUy Peruginesque, with Kaphaelesque delicacy and refinement 
superadded, and recall several of his subsequent and more matured 
efforts. In several details of color and drawing, it is varied from 
Perugino's design, and in just those points indicating originality of 
thought and deeper purity of feeling, particularly in the treatment 
of the waist-doth. In the fresco, Mary and John wear shoes, and 
the drapery nearly covers them : in this composition, the feet are 
naked, and the draperjr is more open, showing them entirely. The 
foreshortening of tne right knee of Christ is superior to that of the 
fresco: the Virgin's eyes are open, instead of being quite closed; 
and she holds in her hand her girdle, which has become loosened 
from her waist. In this picture, the shoulders of the Christ are heavier 
and harder than those of Perugino. The figures of St. John and the 
Virgin correspond perfectly with the same in the " Crucifixion," of 
Cardinal Fesch's gallery, now belonging to Lord Dudley, done when 
Raphael was but sixteen years old, in the manner of his master, but 
" surpassing him in intelligence of expression. The child-like 
beauty of St. John, and the deep, sacred grief of the Madonna, are 
given with indescribable intensity." — Kugler. The saint, in both 
pictures, wears the same closed tunic, with a similar pattern of gold 
embroidery on the breast, the fashion of which differs wholly 
from Perugino's. ITie Christ, in the latter picture, shows a great 
advance in drawing, both over Perugino and that of the Pi^ta, 
which is simply one of the many replicas he made of his master's 
pictures, with but very slight variations of treatment and design, 
and must have been done, judging from Lord Dudley's picture, 
when he was not more than fifteen vears old. In excellent pre- 
servation, and taken from a villa oi the Chiei Family, the ereat 
banker of which was the particular friend and patron of RaphaeL 
If it be Ms, as we believe, it is his earliest known picture. Engraved. 
" Art-Studies," plate E., fig. 33. 

96. Lo Spagna (Giovanni Spagnuolo), Spoleto. Fid. 1500- 

1530. {OilyW. 20x31.) 

Madonna and Child and St. John, between four saints. Lo 
Spagno's pictures are very rare. Next to Raphael, he was the best 
of Perugino's scholars, and excelled as a colorist. His Madonna is of 
the type of Perugino, with greater force and character, and equal 
sweetness. A foreboding of me sad destiny of the divine child in 
her lap colors her expression. The heads of the saints are worthy 
of the pencil of Rapnael himself.^ The children are the least suc- 
cessful m design ; while the coloring of the whole is so warm and 
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faarmoiiioni as to hard led good judges erexu not tisqnainted with 
Lo Spagao, to attribute this picture to the Yenatiaa. §chool of the 
Bellini. Engraved. *' Art-Studies,'' plate. Ki fig- 34. 

97. Vannucchi (Andrea del Sarto), Fj.oeencb, 1488-1530. 

(Fresco. 30x40.) 

Madonna and Child. A souvenir merely of this artist, show- 
ing his graceful design and colonic ; Hie picture being almost 
destroyed in removing it from the wall to caQvas. 

98. By the same. . (Oil, w. 56x72.) 

Altar-pieee. This picture has the cipher pf Andrea, and appears 
to have been one of his esriy productions^ or was done in his studio, 
by his pupils, under his inspecdgn. It has suffered considerably. 
And was originally a votive offering in gratitpde ^or delivery from 
some epidemic or plague. Santa Anna sustains the Madonna 
AND Child on a throne, SS. Anthony and Jerome kneel in 
front ; 66. Sebastun and BoCH stand at the side ; the background 
contains a view of the iittle town in the Mugello for which it was 
done. 

99. Uofcnown, (Oil, w. 30x360 

The dead Christ, sustained by Joseph of Arimadiea. The design 
is by Andrea d^ Sarto, and his painting is lost. This picture comes 
dose to him. If not his, by one of his best pupils ; perhaps Puligo. 

100. Feanciabigio, Flobencb. 1483-1524. (P<mel, oil. 

. 50x55.) 

The Adoration of the Magi. A crowded, varfed composition, 
showing the great inJiutenee «f Aodre» 4d Sarto pvf^r his friend and 
fellow-artist. 

IQl. Bazzi (Sodoma or Kazzi), Siena. 14T4-1544. (Oil, w. 
30x40.) 

EccE Bouo,^ A noble specimen of this rlral of ILa|)bael. The 
Wandering Jew insulting the Saviour .as he heaxs hU ^oas, attended 
hj the gua^, on his w^y to Calvfiry. The eyes ^f th^ Jew and sol- 
diers havi^ been revengefuUy ser^hed, as was the vusual fate of 
tiiose oecsonagefli, in pietuiiBs, bv the r^Unous £m^cs of the 
time. Engraved. " Ajrt-^tudies/' piatie J^ Dg. ^5, 

10^. By the same. (Oil, w. 35x50.) 

Madonna, Child, and S. John, with SS. Bernardino and 
Catherine, the patron-saints of Siena. His type of the Madonna, 
for womanlv sweetness and ^ace^ is ecjual, if not superior, to most 
of Baphael s. 

108. PoKTOBMO, FiiOBsarcB. 1493^1558. (Oih w. 00x30.) 

The Ma&ttrdok of tibb Th^ban Legion by the- Emperor 
Maxiihin. One of the weaker efforts of ttiis naeqctia axtist There 
is a repetition in the Pitti GaUery, stronger jp color. 

•104. Ghielandajo (Bidolfo), Florence. 1485-1560. (Oil, 
w. 88x1000 

As aUw-piMe, painted for m 4^bmijM» Sm^Mmifi taken from 
a suppressea convent. . The Madonna entbrpn^d* wiw -St. Jeromb 

8 



22 DESCRIPTIVB CATALOGUE. 

and St. Dominic. The star is in commemoration of the vision of 
his godmother, who saw one descend from heaven, and settle on 
his brow, when she held him at the font. The figure of St. Jerome 
is very Raphaelesque ; and the landscape is full of varied and pleas- 
ing details, executed with much care, and delicacy of touch. 

105. By the same. (OiZ, w. 26x36.) 

Two Angels singing. 

106. Bellini (Giovanni), Venice. 1425-1516. (Oil, w. 

24x60.) 

St. Peteb. Landscape back^und. A noble figure, with 
grand, flowing drapery, and rich m color. 

107. GiORGiONB (BarbareUi), Venice. 1478-1511. (Oil,w. 

22x37.) 

The Circumcision. Exceedingly luminous and deep in color, 
with very noble figures, painted, as it were, with fused gems. 

108. By the same. (OilyW. 30x26.) 

Portraits of Andre Gritti and his Sisters, about A.D. 1500. 
He wears the costume of a Venetian admiral, and was Doge from 
1523 to 1538. Giorgione suffuses this group with his warm magni* 
ficence and aristocratic tone ; the heads of the ladies being slightly 
idealized, while the features of the astute noble forcibly express 
his stem resoluteness and iron will. 

109. BBLLiNi(Giovaimi), School OF, Venice. ( OiZ, w. 20x28.) 

Portrait of Cassandra Fed^ile, of Venice, crowned with the 
poet's wreath. She was bom in 1465 ; died in 1558. The most 
popular improYvisatrice of her day ; possessing a rare genius for 
poetry, music, besides being learned in philosophy, theology, the 
classical languages, history, and literature. On great occasions, 
she was called upon to deliver public discourses in Latin before 
the Venetian Senate and the most distinguished persons of Italy. 
Venice, when she was invited by several of the contemporary 
sovereigns to take up her residence at their courts, passed a 
decree forbidding her to leave, " that the Republic be not deprived 
of one of its finest ornaments." 

110. Basaiti (Marco), Venice. 1470-1620. (OiZ,i«7. 3Sx44.) 

The Virgin and Child ; St. Magdalen offering a box of 
ointment ; St. John. Beneath, two portraits, male and female, 
said to be members of the Sforza Family, praying, as was the cus- 
tom in noble portraits of this time. Landscape background. 
Basaiti was a contemporary, and almost the rival, of Giovanni 
Bellini. He is delicate and brilliant, with a firm touch, like the 
Flemish masters of his day, but avoiding their' littleness of manner. 

111. DoMENico Becaeumi (Mecheiini), Siena. 1484-1549. 

(OilyW. 24x50.) 

St. Catherine Swooning; angels supporting her; Christ, 
attended by others, descending from heaven toward her. Land- 
scape background. 
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112, 113, By the same. {Tempera^ can. 80x60.) 

Stories from the Life of Moses, sketches of. Historical 
compositions in tempera, for the decorations of a church at Siena, 
in fresco. The Passage of the Red Sea and the Plague of the 
Fiery Serpents. These studies are admirably composed, telline 
the story at a glance, and show, in design, the influence of Michad 
Angelo. 

114. Venusti (Marcello), attributed; Mantua. 1550. (Oi7, 

w. 20x24.) 

Holy Family, after a design by Michael Angelo. ** Venusti 
executed many works from his master's drawings, and is distin- 
guished by a neat and delicate execution." — Kugler, 

115. Vasari (Georgio), Arezzo. 1512-1574. (OiZ,^;. 40x44.) 

The Death of Lucbetia. 

116. Unknown. School of Andrea del Sarto. About 

1525. {Oil.w. 28x40.) 

Portrait 5f Dante, take^ from his cast. 

117. Cesare da Sesto, Milan. Fid. 1512. {OilyW. 30x40.) 

Portrait of a lady, in the style of Leonardo, presumed to be 
one of the beauties of the court of Ludovico II Moro. Bemark- 
able for its delicate yet masterly execution, and force of expres- 
sion. 

118. Cesare da Sesto (attributed to). Fid. 1512. {Oil, w. 

30x24.) 

Madonna and Child, vrith the pink ; landscape background, 
in the Roman manner. If not by him, by some scholar of RaphaeL 

119. Sebastian del Piombo (attributed to). 1485-1547. 

* {Oil,w. 26x34.) 

This fine painting, interesting both as art and for the subject, is 
considered to be a Portrait of Vittoria Colonna, done by the 
friend and pupil of Michael Angelo. It unites the warm, rich, 
grave tones of the Venetian school to the strength, and boldness 
of design, of that master. 

120. Angelo Allori (Bronzino), Florence, 1502-1571. 

{Oily can. 32x63.) 

Portrait of one of the Princesses of the Medici. 

121. Angelo Allori (Bronzino), Florence. 1502-1571. 

{Can.yoil 60x100.) 

The Annunciation, a large altar-piece, in the weak coloring, 
but characteristic design, of me followers of Michael Angelo. 

122. Palmezzano (Marco), op Forli. Fid. 1513-1587. 

(Wood, oil. 48x50.) 

An altar-piece. St. Peter, St. Paul, and St. Leonard; 
with the portrait of the donor kneeling. A school-artist of this 
period, of local distinction only. 
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123. PoNToKko^ Florence. 1493-1558. (Oil,w. 24x36.) 

FoRTHArf OF Codlfo ds Medici, the first Grand Duke of 
Tuscany. 

124. Fabis Bordone (attributed), Trevisi, a pupil of Titian. 

1518-1588. (Oil,w. 22x30.) 
Portrait of Bianca Capello. 

125. iTnknown. About 1530. (Oil, w. 24x3^.) 

Portrait of Fernando Cortez, with the inscription, " Ferd. 
Cortea, Indof. Domitor.'* 

126. ALTi0si!io(Cri9tofa]io)y Florence; a pupil of Pontormo. 

{Oil,w. 24x28») 

Portrait of Amerigo Vespucci in the costume of a magistrate 
of the Florentine Republic. 

127. Jacopo del Ponte, scholar of Andrea del Sarto. 

{Oil,w. 24x30.) 

Portrait of Piero "Strozzi, Marshal of France, and son of 
FHippo Strozzi, the Tuscan Cato. 

128. Holbein (flans), Basil. 1498-1554. ( OU, w. 12x17.) 

Portrait of Charles V., Emperor of Germany. 

129. Unknown. Venetian. {Oil, can. 28x33.) 

Portrait of Pope Clement VIIL 

130. GuiDO (Keni), Bologna. 1575-1642. ( W., oil 9x12.) 

Joseph holding the infant Jesus ; a " bozzo," or sketch 
from the Gerini Gallery, Florence. 

131. Durer (Albert), attributed to, Nubemburg. 1471- 

1528.. (W.,oiL 11x11, circular.) 

Head of teds dead Christ, done with a painfully wonderful 
fidelity to nature, and thought to be modelled from his own likeness. 

132. German. Unknown. Dated 1587. ( Oil, w. 28x36.) 

The Crucifixion, with a wonderful variety of detail and minute 
figures and architecture, illustrative of the painstaking littleness of 
many artists of this schooL 

133. Breughel (Peter), the old German school. 1510-1570. 

{Oil,w. 20x23.) 

The Procession to CALYARt *, curious foi^ its spirited coarse- 
ness and movement) varied motives, and utter absence of the ideal 
ot religious feeling of the Italian schools* 

134. Zampieri Domsnioo (Domenichiuo), Bologna. 1581-^ 

1641. {Oil, can. 55x69.) 

Artemisia, a queen of Caria, who, in her excessive grief for 
the death of her nusband, mixed his ashes with water, and drank 
them off. In Domenichino's beet manner, and beautifully composed 






ID aotion tnd drapery ^ wad with a face similar but a^p^ricrr to hit 
Sibyl in the Capitol at Bbme. Engraved. " Art-Studies," plate 
M, fig. 39. 

186. Velasquez (Diego), Seville. 1594-1660, (OiZ, can. 
6Sx88.) 

PORTRAlt OF A Sl»AmdH GllAlrt)BE, fuD-lengthf hf« early man- 
ner, harder in outline than bis later, in the red-eartfav preparation 
much used by him and Mtirillo. The armor is wondertully metallic ; 
•* all sparkle and vivteity," lift Wilkie describes it The coloring 
rich and strong, and the touch bold and free. The greatest dark, 
and mass of the hair, is in front, the lighter gradation being carried 
backward instead of forward, which ^ves masterly relief to the 
head, and allows its contours to be lost m perspective, without any 
abruptness of outline ; a treatment singularly effective. The back- 
ground and outlines of the head bear marks of changes and 
obliterationa in the progress of the painting. 

186. MuRiLLO (Estaban), Seville. 1613-1682. (Oil, can. 

40x64.) 

An Andalusian girl gathering firuit ; landscape background. In 
female loveliness, Murifio was the Corre^gio of ofMiin. He diffuses 
a sensuous warmth over his pictures, unrivalled in that school : they 
are more poetical, with less force of individual character^ than those 
of Velasquez. He painted yomig girls and children with particular 
delight ; but was prevented by the rules of the Inquisition from 
giving the nude ; hence the nearest approach he oomd make to it 
was in the decorous modesty of such a pose and management of 
drapery as this picture exhibits ; enough to show his mastery over 
flesn tints, transparency of shadow, and graceful, light drapery, and 
hair, which seems literally stirred by the gentle breeze that is play* 
ing over the landscape. This profile, half-back view, with the 
drapery off one shoulder, is to be round in several of his paintings, 
— Eleazer aild Rebecca at Madrid^ the boy Christ and St. John at 
Munich, both in similar landscapes to this ; though I know of none 
equal to it for sunny glow, and life-like qualities of fiesh, fruit, 
and vegetation, with perfect grace of movement, freedom of de- 
sign, and poetical warmth o^ coloring. See " Art-Hints," p. 281. 

187. Caliari (Paolo), Veronese. School of Venice. 158^ 

1588. (Oilcan. 48x60.) 

The Crucifixion ; -treated with a solemnity of feeling and color 
rare in this master. It is the moment of the eclipse, when, as the 
heavens are darkened, Christ gives up the ghost. The good and 
evil physiognomies of the two thieves are fordbly contrasted. The 
Madonna has swooned ; her girdle has been unloosed ; and the 
^oup that sustain her, in the various emotions^ and changes of hue 
m their complexions, as .the harrowing spectacle of the dead 
Saviour is heightened by the intense agony of the mother, is 
admirably given.^ Its lummous management of the lights, and spar- 
kle of color, exhibit some of the best points of this great master. 

188. By the same. (Oil, can. 24x60.) 

Christ in Glory, showing his wounds and cross. 88. Peter and 
Paul. A mystical composition. 
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189. Rubens (Peter Paul)? Antwerp. 1577-1640. (Oilt 
fine can.^ on wood. 24x36.) 

The Cetjcipixion ; treated in his usual forcible, naturalistic 
manner. Christ hangs by his arms, and we feel the painful 
tension of the limbs. A dog is knawing a bone at the foot of 
the cross. The Madonna and Magdalen are un-ideal, coarse 
women, vulgar and cold in their grief. There is no religious 
sentiment in the picture; but the horses, aoldiers, the naked 
man holding up the sponge on a reed to the Saviour, the lurid 
eloom of the atmosphere, the sweeping, emphatic touch, and thin, 
mcid coloring, combine in this small picture the most prominent 
traits of this vigorous, courUy painter. 

140. QuiDo (Reni), Bologna. 1575-1642. 

The " Three Goddesses disarming Cupid," characteristic of the 
half shadowless style of this painter, and his light, rosy, lily-like 
tints. Cupid, vigorous, lusty, and natural. 

141. Unknown. Bolognese School. About 1660. {Oily can. 

40x60.) 

Mateb Dolorosa; the Madonna holding in her hands the 
crown of thorns. The picture bears considerable likeness to the 
manner of Ludovico Carracci. See <' Art-Hints," p. 358. 

142. Bolognese School. About 1650. (Caw., oe7., 38x44.) 

Madonna and CHn.D and St. John. Several characteristics 
of Francesco Albani in this picture. 

143. Cabbacci (Agostino), Bologna. 1558-1601. {Can., 

oil. 46x60.) 

Venal Love. Cupid breaks his bow in indignation. A 
painting showing the influence of the Venetians, both in design 
and color, over the later Bolognese school. The grinning boy m 
the background has the face of the faun introduced by Annibale 
Carracci, in his masterpiece, in the Tribune of the UlOEizi, — a 
nude Venus. From the gallery of Baron Von Bodenfeld, in 
Bohemia, where it was characterized as a Titian. Engraved. 
See " Le Peintre graveur par Adam Bartsch, vol. 18." — " Augus- 
tin Carrache, No. 1 14, p. 102," under the title of " Le Viellard et la 
Courtisane." The engraving is also by Agostino, and difiiers in a 
few unimportant details from the painting. 

144. Gebman Landscape. Seventeenth century. Unknown. 

(Can., oil . 55x65.) Style of the Boths. 

145. Gebabj) (Francois), Baxon, Fbance. School of David. 

1770-1837. ( Oil, can., oval.) 

Portrait of Charles X. in his royal robes. This portrait 
was a present from the king to his ambassador at Florence. 
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